of their work and to improve their organisational performance, partly in response to requirements by their funders for greater accountability.
This trend has given rise to numerous evaluation models, mostly relying on quantitative methods. These include costbenefit analysis, social return on investment, social accounting and audit and results-based accountability, to name a few (Productivity Commission 2010, p. 51) . Most of these approaches devise indicators for measuring the outputs and outcomes of an organisation or program, often attempting to translate these contributions into financial values. However, critics see these frameworks as too narrow to capture the full spectrum of the contributions which are actually being made.
This has been particularly evident in the arts. Cultural policy decisions can no longer refer to notions of 'excellence', 'quality' or 'artistic value' (Belfiore 2004, p. 188) , but rather must show, in the form of 'hard evidence', exactly what individual or social benefits are generated by programs. However, in many ways, the impacts of arts programs are inherently difficult to measure. They occur in complex, open systems where it is difficult to determine which actions led to particular outcomes. They are often about providing intangible as well as tangible benefits, focusing on the processes of participation and creation rather than exclusively on the end-product. They are often about changing perceptions and attitudes, not just of participants but of a broader audience. While their impact may be felt immediately, arts projects often generate ripple effects that continue long after the life of the project.
This article focuses on these longer-term ripple effects, and in particular, the impact of community arts programs on perceptions of Western Sydney. In focusing on this level of impact, I deliberately targeted an area that is difficult to evaluate. As mentioned earlier, evaluation commonly focuses on outputs or the 'direct products of the organisation's activities', such as number of classes taught, number of hours of service delivered, numbers of participants served (Productivity Commission 2010, p. 35) .
However, evaluations can also consider outcomes, or the 'intended benefits for participants during and after an organisation's activities' (Productivity Commission 2010, p. 35) , including new knowledge and skills, changed attitudes or values and modified behaviour. These outcomes are obviously broader than simply accounting for what services were delivered.
However, fewer evaluations consider broader impacts or the longer-term benefits for the individual and the community, including 'feedback effects' and 'spillovers' from activities (Productivity Commission 2010, p. 44) . These include improved community participation, stronger communities and enhanced local identity. There is less data available to assess such impacts, and as noted above, it can be difficult to isolate the contribution of any one program, especially when goals may not be fully realised for some time or when significant unanticipated results emerge.
In Australia the study of the social impact of the arts is gradually developing, although from a slow start, thanks to the work of Deirdre Williams, who in the mid 1990s pioneered a methodology later taken up by numerous international studies.
Commissioned by the Australia Council for the Arts to examine the long-term value of 89 community-based arts projects, Williams found evidence of many social, educational, economic and artistic benefits. She highlighted a critical link between community culture and social cohesion, demonstrating how 'community-based arts programs are powerful catalysts for developing healthy, viable communities' (Williams 1996) . In particular, community-based art programs can create a sense of place, affirm the values of the community, assert its differences and communicate its aspirations (Williams 1996) . Subsequent studies have found similar benefits (Matarasso 1997; Walker, Fleming & Sherwood 2003; Ramsey White & Rentschler 2005) .
Particularly pertinent to this article, Guetzkow (2002) has assessed the impact of the presence of artists, arts organisations and public art, finding that this can improve the image and status of the community, promote neighbourhood cultural diversity and reduce crime (p. 3). These factors may all strengthen an area's 'cultural vitality', or a community's capacity for creating and supporting creative expression on its own terms (Opdycke et al. 2003, p. 8) . As Hawkes (2001) has argued, cultural vitality should be considered the 'fourth pillar of sustainability', which is just as important in a community as the other dimensions of economic viability, social equity and environmental sustainability. The Melbourne-based Cultural Development Network has now devised a framework for arts indicators, which includes the creation, dissemination, validation and support of arts and culture as a means of measuring a local community's cultural vitality (CDN 2010, p. 1).
THE SOCIAL IMPACT OF COMMUNITY ARTS PROGRAMS IN WESTERN SYDNEY: A CASE STUDY

The Information and Cultural Exchange (ICE)
While Western Sydney has been the focus of much social research (Burchell 2003; Butcher 2003; Collins & Poynting 2000) , few studies have focused specifically on the social impact of community arts programs on the region. This article aims to redress this gap, documenting changing perceptions of the West's cultural vitality based on a case study of the community organisation, Information and Cultural Exchange (ICE). ICE works at 'the intersection of arts, community and technology' (ICE 2011), specialising in digital media and community cultural development through the use of digital stories, film and urban music. A case study approach is useful as it allows an in-depth exploration of the experiences of one organisation, while firmly locating that exploration within a broader social context. Consideration of these two dimensions is vital in investigating the impact of particular cultural interventions on the wider environment, in this case Western Sydney. In more practical terms, as Yin (1989, p. 20) notes, the case study's 'unique strength' is its 'ability to deal with a full variety of evidence', including documents, artefacts, interviews and observations. This study incorporates findings based on multiple research methods, including surveys, interviews, and media analyses, all focused on the role of ICE within its wider Western Sydney setting. (Pitt 2010 Table 1 ). There was also a degree 
2010
Total number of stories 70 160
Top themes of stories:
-Art exhibitions 26% 13%
-Art classes 13% 24%
-Festivals 4% 18%
-Performance 19% 15%
-Local artist achievements 7% 11%
A similar trend was evident, although on a much smaller scale, in Sydney's broadsheet newspaper, the Sydney Morning Herald.
Searching for stories on Western Sydney, Parramatta, art and culture, I identified four articles in 2002 (see Table 2 ). The eight listings related to events included in 'what's on' columns.
Stories 4 8
Listings 8 8 In 2010, the number of stories had doubled to eight, including one on ICE's Arab Film Festival but the number of listings was unchanged. These stories obviously do not represent the full range of reporting on Western Sydney as a whole in the newspaper. However, these small numbers provide an indication of the continuing marginality of Western Sydney arts and culture.
Visibility is improving, but from a very low base.
This raises the question of whether changes occurring in Western Sydney are affecting the broader arts and culture hierarchies. To some extent, it is very much a local phenomenon which is not radically transforming external perceptions. However, the growth of local capacity and energy is certainly being seized upon by Western Sydney-based practitioners.
As part of this study, we conducted in-depth interviews with 18 community arts workers based in Western Sydney. Brown (2008, p. 228) argues that CCD processes produce knowledge about social issues, and can also 'allow powerful transformations of the way social … problems are framed, [and] of the way solutions are sought …' Over the last decade or so, CCD projects have been crucial in forging a particular Western Sydney model of cultural expression, and ICE has been at the forefront of this movement. It should be noted that like any organisation, the fact that ICE attracts its fair share of critics is simply due to the competitive nature of the sector in which it is located. Ultimately, though, it would be unfair to claim that there was no 'substance' behind the 'hype' at ICE. In some ways ICE is a victim of its own self-promotion, excessively elevating expectations of what the organisation can achieve, inevitably leading to some disappointment. We now turn to details of some of the 'substance' of ICE's CCD work which, I argue, has made a solid social impact.
ICE'S ROLE IN DEVELOPING THE ARTS IN WESTERN SYDNEY
COMMUNITY ARTS FOR THE 21ST CENTURY: THE ICE MODEL
It is impossible to definitively demonstrate the impact of one organisation's work on the shifting perceptions of an entire region. (ICE 2009, p. 4) .
In these representations, cultural diversity is valorised as a unique asset of Western Sydney, implicitly challenging two common stereotypes: on the one hand, traditional images of the West as a bland, suburban sea of fibro, and on the other hand, as an assemblage of ethnic ghettoes riddled with crime and deprivation.
Reflecting the shift away from the social deficit approach that characterised previous decades, community arts and development projects have reframed residents of Western Sydney.
No longer disadvantaged and unsophisticated, they are now cultural producers with their own unique stories to tell. And many of these stories are about diversity, identity, cultural conflict, racism, hybridity and other themes relating to life in multicultural Australia. The Australia Council (2006, p. 7) admits that the CCD sector has at times 'been effectively marginalised from the broader arts and cultural industry' and that CCD has been regarded as too narrowly focusing on disadvantaged groups, producing outcomes regarded as inferior to other fields of cultural activity (Brook 2008, p. 189 argue that the culture of CCD can limit artistic experimentation.
Hawkins describes an 'aesthetics of affirmation' that has historically prevailed in the CCD sector. This approach seeks to produce affirmative images of 'the marginalised', privileging the self-esteem of the participants (p. 137). This can create a uniformity in cultural production: 'A "good" community arts project is either harmlessly wholesome in its representation of unity, harmony and togetherness, or it is crudely rhetorical in its representations of us against them' (p. 163).
This is evident in the genre of digital storytelling. As Tanja Dreher (forthcoming) analyses two distinct logics in ICE projects, which she terms 'affirmation' and 'competition'.
The former comprise the traditional CCD projects, engaging disadvantaged populations with the goal of providing access to resources as opposed to aiming for professional quality outputs.
The latter category is structured around competitive processes (e.g.
to win a film-making scholarship), professional development and mentoring.
Such projects are helping Western Sydney arts shake off the perception that local cultural activity is organised for welfare rather than artistic purposes. However, to the extent that hip hop or digital storytelling workshops are still often framed in terms of 'keeping kids off the streets' (in spite of the best efforts of organisations like ICE), Western Sydney cultural production may continue to be viewed within a welfare model that measures success in terms of participation levels and the development of individuals rather than innovative end products. Unfortunately, community-based organisations rarely have the time or funding to carry out this kind of holistic research. However, with the growing consensus on the urgent need to expand our methods for evaluating the various impacts of community programs, it is hoped funders and community practitioners will increasingly be in a position to integrate these kinds of research methods into the core of their daily practice.
